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To establish the multiplicity of identities for his protagonist, Saura took advantage of a component of cinematic narration which is not available to its literary counterpart: music. 'La literatura es maravillosa', Saura has stated, 'pero lo que no se puede contar dentro de la literatura es esta mezcla de ruidos, de música, con imágenes. Allí la literatura no llega nunca, no puede llegar. [. . .] En el cine, la música, los sonidos, están presentes, y colaboran en la formación de un coro complejo, más allá de la ópera, en mi opinión'. 5 Indeed, in both opera and film, music works alongside the visual and the verbal to create meaning. This is particularly important in El Sur, where Saura borrows a common operatic device-the leitmotif-to alert the reader sonically to Juan Dahlmann's transformation of identity.
In opera a leitmotif is a musical theme that is used to refer to a person, event, place, object, emotion or concept. It functions by acquiring associations based on what is seen on the stage and/or what is voiced by the characters during the initial instances in which that music is heard. Subsequent appearances of that music will then evoke these associations regardless of whatever else is happening on stage. As such, leitmotifs serve as a form of musical communication between the composer and the audience. It has long been acknowledged by scholars, critics and composers that the 'classic' Hollywood film score is a continuation, in simplified form, of this system of operatic leitmotifs. 6 Despite the overall similarity, however, a fundamental difference does exist between the score of a film and that of an opera.
Typically, movie music serves a subordinate role to the visual narration occurring on the screen. 7 But in opera, a more integrated practice of leitmotifs places the score and the libretto on a par, with the performance of both music and text providing a concurrent source of information to the viewer. It is this 5 This quote is from a personal interview with the filmmaker conducted on 7 July 2000, which appears in translation as 'The Image and theWord: A Conversation with Filmmaker and Novelist Carlos Saura ', in Carlos Saura Interviews, ed. Willem, The key factor in the use of leitmotifs is repetition. In order of appearance, the five pieces of music in El Sur are as follows. All but the final one are repeated. In addition, all of the recurring music is nondiegetic. That is, it does not emanate from a source within the realm of the film's story space. As such, it is heard by the viewer but not by the characters. 9 Over the course of the film each piece of recurring music serves as a leitmotif saturated with visual and cultural associations, while the single instance of non-recurring music stands in symbolic juxtaposition to those associations. Together these five pieces of music work in conjunction with each other and with the visual elements of the narration to progressively blur the lines separating Juan Dahlmann's various identities.
The remainder of this study will examine how this process unfolds.
Saura's El Sur opens with the first piece of recurring music, Milonga Uruguaya by Ariel Ramírez. As Claudia Gorbman has observed, the music that plays while a film's credits unroll often contains cultural codes designed to convey information to the viewer concerning what is to come. 10 The milonga is a song genre of Uruguay and Argentina, and here it is played during the credits, which are superimposed over turn-of-the-century photos recalling Argentina's immigrant heritage. The end of the first half of this milonga coincides with the appearance of a photo in which a man's face is circled with the word 'Papá' written above it. Thus, in this credit sequence Saura combines visual and aural elements to establish a connection between several key concepts-the past, ethnicity, the father-before the actual narrative of the film even begins. The milonga then continues as the musical accompaniment to a voiceover narration that is taken directly from the opening to Borges' 'El Sur'. As facts about Juan Dahlmann's To account for the 1990 setting, Borges' text is adjusted to make Juan the great-grandson rather than the grandson of Johannes Dahlmann and Francisco Flores, but all other details remain unaltered. This narration-spoken in the voice of the actor playing the role of Juan Dahlmann-continues through the entire first paragraph of the story, but the milonga fades out just short of its final chord, which prevents the expected musical resolution. Significantly, at the point where the music stops, the narration states:
'pero las tareas y acaso la indolencia lo retenían en la ciudad. Se contentaba con la idea abstracta de posesión y con la certidumbre de que su casa estaba esperándolo', thereby suggesting an unfinished, unresolved quality to what awaits him at his house in 'The South'. The voice-over narration ends with the altered final line of Borges' paragraph, 'en los primeros días de la primavera de 1990 algo le aconteció', as a frightened man holding a dagger and running away from an assailant appears on the screen. This man is played by the same actor whom the viewer has just seen in the role of Juan Dahlmann, but he is dressed in clothing from a somewhat earlier era, he wears wire-rimmed glasses rather than Juan's brown plasticframed glasses, he has a bow tie rather than Juan's straight tie, and his hair is parted to the side rather than combed back as Juan's is. While he is slowly stalked by his assailant, the initial occurrence of the second piece of recurring music is heard in the background. It is a rhythmic pattern produced by two Latin-American percussion instruments: the bombo and the guiro. 11 This music adds a suspenseful sense of danger to the scene and serves as the prelude to the knife fight, which ends in the fatal stabbing of the man described above. As the blade of the knife enters his stomach, the third piece of recurring music is heard for the first time. It is a cello fragment taken from Robert Schumann's Concerto in A minor for Violoncello Opus 129; 12 and its sober yet agitated sound conveys a feeling of fear and the possibility of imminent death.
The viewer becomes aware that this was a dream sequence when the setting abruptly switches to a bedroom showing Juan Dahlmann awaking from a nightmare. The mise-en-scene prominently displays Juan's plastic-framed glasses on a table in the foreground, thereby making an explicit contrast to the man in the dream. The glasses are further highlighted by Juan's action of putting them on after he goes into an adjacent room where a box of his father's mementos are kept. As he opens the box, the Milonga Uruguaya leitmotif is heard again, and it continues as he removes the objects one by one. First we see Juan carefully unwrap a pair of wire-rimmed glasses. Then we see an old photograph in which his father looks identical to the man in his dream. Finally we see a silver-handled dagger. Although each of these objects identify the man in the dream to be Juan's father, when his mother questions Juan about what he had dreamt, Juan states that he himself had been the man in the dream: 'Un matón me desafiaba. Me peleaba con él. Imagina, yo peleando con un cuchillo en la mano. Jugaba conmigo'. This statement identifying himself with his father marks the first step in Juan's assumption of his father's destiny, the nature of which Juan is not yet aware. But the Milonga Uruguaya leitmotif which was playing throughout Juan's examination of his father's possessions already anticipated this statement through the multiple associations it had acquired during the opening credits and the voice-over narration. This leitmotif will 11 I am grateful to Ricardo Lorenz of the Latin American Music Center at Indiana University for identifying these instruments. 12 Saura specifically referred to his use of the cello fragment as a leitmotif in El Sur while talking to Antonio Castro about his preference for selecting portions of a priori music rather than having original music composed for his films. However, Saura misremembered it as coming from a Brahms concerto: 'hay un fragmento de un concierto de Brahms en El Sur que se repite como leitmotiv, un tema de violoncelo que aparece diez segundos, y que no aparece nunca más, y que es una cosa absolutamente genial y que yo retomo y convierto en un tema básico de la película'. I am indebted to Derek Katz of the Lawrence University Conservatory of Music for identifying the correct source. See Antonio Castro, 'Entrevista: Carlos Saura', Dirigido Por, 62; and in translation 'Interview: Carlos Saura', in Carlos Saura Interviews, ed. Willem, 133. not be heard again until the very end of the film when its associations with the past, Juan's Argentine heritage, his father, and the unresolved nature of 'The South' come to fulfilment as Juan accepts the challenge of the knife fight that his father had refused so many years before.
Also coming into play in this scene is the first melding of Juan Dahlmann with Jorge Luis Borges through his recitation of a portion of 'El puñal' from the final chapter of Borges' Evaristo Carriego while staring at his father's dagger. 13 Although his voice had been heard earlier in the narration from Borges' short story, this is the first instance where the viewer actually sees Juan Dahlmann speaking Borges' words. Saura himself acknowledged that he had incorporated Borges' writings into this film in order to play on the Borgesian concept that anyone who quotes Shakespeare is Shakespeare. 14 But Saura's choice of texts for this film goes beyond creating a direct link between Juan and Borges. Each text also indirectly links Juan to his father through its content. The quoted portion of 'El puñal', for example, alludes to the homicidal use of this weapon, thereby recalling Juan's recent dream where he/his father is stabbed.
However, the Milonga Uruguaya leitmotif which had been playing during Juan's scrutiny of his father's things ends a few seconds after Juan's recitation begins, thereby allowing just enough music to be heard to tie Borges' text to Juan's father's dagger, but quickly shifting the emphasis away from Juan's recollections of his father and toward Juan's internalization of Borges' memorized text. Furthermore, the subsequent conversation between Juan and his mother reveals that the dagger had come from Uruguay and was given to his father by Luis Melián, which echoes a portion of Borges' 'El puñal' not recited by Juan. Consequently, the explicit and implicit references to 'El puñal' in this scene establish a subtle set of interconnections between Juan, his father, and Borges that will be fully realized by the end of the film.
Immediately following this scene Juan begins to take on the physical trappings of his father. He tries on the wire-rimmed glasses and carefully examines his face in the mirror before putting them away.
He also packs for himself a pair of shoes that his timid father had not worn much because the noise they produced called attention to him. Both of these items, which are merely in Juan's possession at this point, thoughts are still on the dream when he fails to respond to a workman from the library who is speaking to him. Taken down to the basement of the library by the workman, Juan examines the books that had been damaged by the rats, and the La Amanecida leitmotif begins to play while he recites from Borges' 'El guardián de los libros'. As always, only a portion of the text is cited, and the content-featuring a firstperson poet 'Recordando los días que fueron de otros / Los ajenos y antiguos'-is suggestive of the unresolved relationship between Juan and his father. But this scene also includes a visual foreshadowing of how that relationship will be resolved. After picking up a book gnawed by the rats, several confetti-like pieces scatter on his arm. He brushes them away with the back of his hand in a gesture that will later be duplicated at the end of the film when he brushes away similarly-shaped pieces of bread from the table of the inn where he will eventually meet his destiny-and that of his father-in 'The South'. But it is not until the next musical scene that Juan will learn what that destiny entails.
Speaking with his sister about his depression over his father's death and his puzzlement concerning his father's sudden abandonment of the ancestral home where he and his sister had vacationed as children, Juan is told about the fateful incident in his father's past when 'trataron de acuchillarlo'. As his sister begins her explanation with the words 'un matón se encargó con él', the bombo/guiro leitmotif beings to play and gradually becomes louder. Immediately after she says 'papá no aceptó el reto, y el matón lo humilló', the cello leitmotif is superimposed over the sound of the bombo and guiro, while a flashback of the dream appears. Once again the music continues beyond the visual flashback as a lingering thought in Juan's mind when he asks his sister if she believes the story to be true. This is the pivotal moment in Juan's assumption of his father's identity. Henceforth he will cease to wear his own glasses and shoes, replacing them with those of his father. Indeed, the very next scene shows Juan putting on his father's glasses to jot down in his notebook lines from the epilogue to Borges' 'El Hacedor'. As expected, the La Amanecida leitmotif accompanies this quotation of Borges' work. However, the presence of the wire-rimmed glasses inserts the dual identity of Juan/his father into what had previously been the musical context for the dual identity of Juan/Borges, thereby forging all three identities into one.
But before Juan fully embraces the destiny that faces him, he seeks out the German side of his lineage by visiting the site of the church that his great-grandfather had founded. While there he hears a choir of children singing the German hymn Wer nur den lieben Gott laßt walten by Georg Neumark.
This music differs from all other music used in the film, not only because it is nonrecurring, but also because it is diegetic and has lyrics. The language of the hymn, coupled with the location in which it is sung, associates it with Johannes Dahlmann. But Juan's predilection for the 'muerte romántica' of his 'antepasado romántico' Francisco Flores-as stated in the opening narration-prevents a strong connection from being formed with the peaceful heritage left by his evangelical ancestor. This is entirely implied by the culturally charged music. The German hymn is played throughout the church scene and it continues as a sound bridge to the shot showing Juan walking back to the library. This shot is identical to the earlier one in which La Amanecida-an Argentine zamba-had served as a sound bridge. But this time the music ends much earlier and it is never heard again. It is not the German, but rather the Argentine past to which Juan is being drawn.
Back at the library Juan picks up a book and begins to read aloud from Borges' poem 'El Sur' while the La Amanecida leitmotif plays in the background. The identification between Juan and Borges is visually reinforced by the book's cover, which prominently displays Borges' name and photograph. Both the angle of Juan's head and his combed back hair are identical to Borges' appearance in the photo. But unlike Borges, Juan is wearing glasses, and the fact that they are his father's glasses allows his father's identity to merge with that of Juan and Borges, thereby visually reaffirming Juan's three-fold nature that was established in the park scene.
Having firmly established the complexity of his protagonist's identity, Saura now turns to the plot of Borges' story for his film's resolution. As in the story, Juan Dahlmann suffers a head injury while climbing stairs after having acquired a volume of Weil's Thousand and One Nights. However, in Saura's version the accident is caused by a misstep that makes Juan hit his head as he tumbles down the stairs.
Sitting up after the fall, Juan opens his eyes, and the bombo/guiro leitmotif begins to play while a pointof-view shot reveals his vision to be severely blurred. Interestingly, the cello leitmotif is not heard, and the bombo/guiro leitmotif stops at the moment when Juan's vision comes back into focus. This is the first time since its introduction during the initial dream that the bombo/guiro leitmotif is separated from the cello leitmotif, and it also is the first time that it recurs without a flashback to the knife fight. Here it signals to the viewer that the suspense and danger associated with the prelude to Juan's father's death in the dream has now become part of Juan's real-life situation. The bombo/guiro leitmotif appears alone again a few minutes later after Juan looks at his wound in the bathroom mirror and then stares down at his shoes-the ones that had been left to him by his father-which had caused the accident. The same music continues throughout this point-of-view shot, suggesting that the danger is a consequence of Juan having stepped into his father's shoes. When the cello finally reappears, it is superimposed over the bombo/guiro leitmotif and coincides with the moment that Juan collapses on his bedroom floor, thereby implying the life-threatening nature of Juan's injury. As Juan undergoes diagnostic testing, the cello momentarily fades away, leaving only the sound of the bombo and guiro, but it returns when the gravity of Juan's situation is revealed to his doctor and sister.
The following scene shows Juan being prepared for surgery. While sitting in his hospital bed in his undershirt, he has a white sheet draped around him. Without any glasses or tie present, the only distinguishing characteristic is his hair, which gradually is removed by the attendant shaving his head.
Thus Juan is stripped of all recognizable identity markers. Similarly, the La Amanecida leitmotif accompanying this scene has also lost its most recognizable features. Only the rhythm and harmony are played, but the melody is absent. In addition, the instrumentation has been changed from piano to guitar. 17 This is Saura's most innovative use of music in the film, fully integrating the concept expressed in the image being seen on the screen with the new treatment of the music being heard. When the shaving is complete, Juan's individual appearance has been negated, and physically he could be either himself or his father. This lack of specific identity is the final step toward Juan's assumption of his father's unfulfilled 17 I wish to thank Wayne C. Wentzel of the Jordan College of Fine Arts at Butler University for determining that the music in this scene is a version of La Amanecida that has been rendered nearly unrecognizable. destiny. Significantly, it is at this point that Juan looks down at the razor left on his bed, and his flashback to the knife fight with its bombo/guiro and cello leitmotifs reconfirms the fate that awaits him.
When Juan is on the operating table, his loss of consciousness is indicated with a fade-to-white as the original version of the La Amanecida leitmotif begins to play. This music continues as Juan's anesthesia-induced dream shows his father entering a train station and boarding a southbound train.
Although he is wearing the same vintage clothing as in his photograph, the setting is contemporary, with people around him dressed in 1990's apparel. The music briefly stops as the train departs the station, and it resumes as Juan's father looks out the window during the trip. Since the viewer has become accustomed to hearing this version of the La Amanecida leitmotif play during quotations from Borges' texts, expectations are raised that the book Juan's father picks up to read will be something by Borges. But it is not. Instead, it is Juan's volume of Thousand and One Nights. Why, then, is the La Amanecida leitmotif playing? Indeed, since we see Juan's father on the screen instead of Juan, why do we not hear the leitmotif associated with him-Milonga Uruguaya-instead? The answer can be found in the developmental potential of leitmotifs. While many leitmotifs remain stable throughout an entire work, others can acquire additional layers of meaning. The original version of La Amanecida exemplifies this layering process. Although it initially had suggested a dual connection (between Juan and Borges), its associative range was expanded over the course of its last two appearances by being linked to Juan's triple identity. That is, in those scenes Juan was simultaneously himself, his father, and Borges. Now the La Amanecida leitmotif is being played to signal once again that triple identity, but this time it is Juan's father who also is Juan and Borges. All three have become interchangeable. This concept, first presented musically, is then reinforced visually when Juan's father reads from Thousand and One Nights. Not only is this book Juan's, but the passage being read is the same one that Juan's mother had read aloud to Juan after his accident. Moreover, when Juan's father reaches the line about an enormous bird flying towards him in the darkness, he touches the spot on his forehead corresponding to Juan's injury. Each of these references directly join father and son into one being, but the literary quote also forms an indirect association with Borges because the description of the accident in Borges' short story alludes to a bird as As such, transformational adaptations are autonomous and original entities that are new and different from their literary sources. Indeed, in Saura's 'ensayo cinematográfico' on Borges, the fictional elements of Borges' short story combine with biographical elements and interpolated writings from Borges' real life to create a film that is both an adaptation of a literary work and a metaphorical representation of that work's author. This is accomplished by the fusing of fictional and real identities and conveyed through a level of integration between the screen image and the soundtrack that surpasses the standard use of movie music as a secondary supportive element. As in opera, the music that is heard works in tandem with the action that is seen to provide two equally important sources of information to the viewer, neither of which is complete in itself. 'La música es una tirana', Saura once stated. 'Te puede destruir una cosa o darte una potencia tremenda'. 19 El Sur is a testament to the cinematic complexity he has been able to achieve with that power.
